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24 April, 1985 
"This society, which on the surface appeared 
SO rational, so rela~ed, might perhaps have been 
healthier if it had not been so tidy, if it 
had not pushed all its contradictions underground: 
out of sight, out of conscious mind"--
Christopher Hill on the late 
seventeenth century, The World 
Turned Upside Down, 311. 
1. 
Introduction 
The present study on Narvell's "Cpon Appleton House" has its 
genesis in an earlier explication of the 'Horatian Ode,' I 
was then fascinated by Marvell's isolation of the individual 
within the larger picture of the historical process and 
planned, when the opportunity arose, to explore this concern 
w"ithin the context of seventeenth-century historiography and 
political theory. Although the topic was solid enough on a 
practical level, it proved difficult to treat both individual 
texts and subjects as only products of their times on a theo-
retical level. My reservations ,vere due not so much to any 
growlng alliegance to a formalist study of literature as to a 
clearer insight into Marvell's own complex vie\v of history and 
politics. Having lived through the civil Wars and most of the 
Restoration, it was only fitting that Narvell would manifest a 
dynamic and contadictory Vlew of human affairs in his occasional 
poems. History, for Marvell, was a process, always in the making. 
Furthermore, the power to determine history rested alternately 
in God, in the human institutions of the social and public realms, 
and, finally, in the individual. A historicist methodology seemed 
especially inadequate with regard to the latter, for its underly-
ing goal of objectively reconstructing a past culture can be 
achieved only at the expense of the individual subject. While I 
accepted the existence of the forces exerted by social, cultural 
and literary norms on the individual text or author, these could 
not consti tu-te absolute standards in historical reconstruction. 
Wha t was needed ,vas a historical criticism \vhich \vould do justice 
to both the individual and the normative in the study of a past 
2. 
literature and culture. 
Such an approach7 as illustrated by the Ivork of Stephen Green-
blatt, Michael McCanles and Robert Wiemann,l has been developed 
under the rubric of a "new historicism." Although the new histori-
cism still aims at reconstruction, it also recognizes the inevi-
table imposition of contemporary concerns on those of the past, 
accepting, in Robert Wiemann's terms, the co~existence of "past 
significance" and "present meaning" in historical criticism. 2 
This ackno\vledgment of the function of present meaning naturally 
involves an awareness of the modern and contempoarary cultural 
milieu. Indeed, the new historicism may appear very unhistorical 
at times, for In many respects it has translated the critical 
issues of the present into the past. In order to understand the 
nature and applicability of the new historicism--a methodology 
and outlook which I have adop·ted for the present study--i t is 
first necessary to understand its status as~a critique of 
t1ventieth-century critical methods and dogma. I would like to 
devote this introduction to an analysis of present attitudes 
toward literary history and historicism. 
l. 
A discussion of the new historicism must properly begin with 
the well-known debate between the old historicism and formalism. 
At its most polemic stage in the mid-twentieth century, this 
debate polarized Anglo-American conceptions of literary history 
and methodology. The historicist insistence on con-
text over text limited not only the autonomy of a literary work, 
but also the autonomy of the modern critic. Contrarwise, the 
formalist, as Cleanth Brooks claimed, was concerned with what lS 
"universal In the poem," its ahistorical essence, rather than with 
3. 
h . d . 3 w at lS "merely a ocument of ltS age." Although each side had 
valid assertions, they "rere, lv-hen seen together, too mutually 
exclusive to effect a reconciliation. At its most extreme end, 
the formalist denial of the value of extrinsic considerations in 
criticism also denied literature any function or relevance other 
than its own aesthetic coherence. The historicist claim that the 
formalists were imprisoned in the modern age resulted in a separa-
tion of past and present which even the historicists could not 
transgress. In this respect, they, -too, were prisoners of the 
modern age. 
Historicism and formalism manifested a dialectic which 
literary theories since the nineteen-sixties had either to re-
solve or dismiss, to synthesize or sever. Most, though by no 
means all of these theories took an antiformalist stance, 
attempting to establish normative standards around the individual 
subject, which now included the author, critic and reader in ad-
dition to the text. These restraints necessarily operated in 
a historical as well as referential dimension, and none, I 
think, were fully successful at developing a realistic view of 
literary history,without separating the past from the- present. 
For example, E.D. Hirsch, J.R., an American hermeneutic critic, 
made a fundamental distinction between "the meaning of a text 
(which does not change) and the meaning of a text to us today 
(which changes)." But Hirsch ultimately comes; out in favor of 
the former, since the meaning of a past text is "reproducible" 
in the present if the interpreter can uncover what "the author 
meant by his use of particular linguistic symbols." 4 In the same 
manner, Hirsch's separation of the historicity of "reproducible," 
or objective, meaning from the meaning which changes. is present 
4, 
In the structuralist division beb.,reen the synchronic and diachronic 
study of lQnguage. The former reconstructs the system of norms 
and conventions governing the elements of discourse at a given 
time and the latter follows the development Qf a language 
through time. Structuralism, as a theory not only of literature 
but of culture as a whole, is concerned only with the synchronic 
mode of analysis. It supplies a closed system which is essential-, 
ly a-historical, like that of mythopoeic criticsm and other hard-
line genre theories in literary study. 
It is precisely due to this separation of diachrony, the 
temporal dimension, from synchrony, the referential dimension, 
that structuralism has seemed inadequate to many post-structural-" 
ist critics. The structuralist emphasis on the system over and 
above the changing of the system essentially maintains the 
determinism and integrity of the system itself. Structuralism 
fails to account for why and how systems are changed, invalidated 
and replaced. Contemporary Marxist critic~sm, not surprisingly, 
has been especially concerned with integrating the diachronic 
mode of analysis into the synchronic mode, for the Marxist view 
of history is one of conflict, struggle and change. To reinstate 
a consciousness of the process of history in the modern world has 
been a major concern of post-structuralism; it is, as Fredric 
Jameson remarks, "to renew our fascination with the seeds of 
time. ,,5 It should be stressed, hOl.,rever, that the re-:-integration 
of diachrony is ultimately a diale~tical process, not an end in 
itself. Post-structuralism, especially the Marxist-influenced 
trends, accepts both the deterministic power of the cultural, 
social and literary institutions affirmed by structuralist syn-
5. 
chrony and the power of individual elements within the system 
to alter the superstructure through time. 
The nelV historicism hails from a post-structuralist context, 
dis-satisfied w·ith formalism, structuralism and the old histori-
clsm. Its insistence on the dialectical relationship between 
past significance and present meaning lS a way not of justifying, 
but of acknOlvledging, its own "historicist" impurities. The modern 
age has not fully accepted d::.his. dialect·ic even,-il:Lhough,±t, has engaged 
in it time and again. As Michael McCanles points out, historicist 
constructs such as E.M.W. Tillyard's Elizabethan World Picture 
owe their forms not so much to Renaissance historical realities 
as to the the post-romantic, organic view of cultural history.6 
Jacob Burckhardt, one of the most influential historians of the 
Renaissance in Italy, opens his own work of synthesis with the 
claim that "it lS the most serious difficulty of the history of 
civilization that a great intellectual process must be broken up 
into single, and often into what seem arbitrary, categories in 
. ... 7 
order to be In any way lntelllglble." Past and present are of 
course not identical to each other; but, for the new histori'cism, 
their differ~ces need not result in a complete separation of 
past significance from present meaning. By positing the need 
for present meaning in a past literary work and culture, the new 
historicism posits that the norms which governed them can be 
broken. For it is only with their liberation from past norms and 
0. 
conventions that the elements of a ~st culture can be meaningful 
8 
to the present. Past and present need to be linked in a historical 
process, not severed from each other. 
It is from this basic theoretical stance on literary history 
and history itself that much of the neiv historicism's aims in the 
6. 
interpretation of literary texts are derived. The dialectic of 
past significance and present meaning manifests itself io,:other 
dialectical functions wi thin the past which is being st:udied. 
The most fundamental of these is the dialectic of "genesis" 
and "impact" set forth by Robert Wiemann, who exhibits the greatest 
influence of Marxis,t thought among the new historicists mentioned 
above. Genesis is the total context of a social structure, a 
synchronic system, so to speak, and its norms and conventions ac-
count for the socializing of the individual poet or poem. Yet 
ge.l'1.esis cannot operate alone becuase it is created, maintained 
or changed by the impact which the individual has on it. 9 In 
this sense, literature serves a social function--it acts,upon 
the world just as the \vorld acts upon it. Michael McCanles, 
though less socio-historically inclined than Wiemann, observes that, 
for the new historicist, 
•. . likeness and difference, agreement and disagreement, context 
and text, work as product and \vork as producer of its cuI ture, 
are all seen to be dialectical functions of each other, and 
therefore as reciprocally causal of each other. 10 
That formalism and historicism, structuralism and Marxism, are all 
implicitly given attention by the new historicism is indicative of 
its awareness of present meanings. This should not, however, be 
taken to suggest that its aim is only to reconcile polar opposites 
through dialectical speculation. Instead, it seeks to set the 
irreconciliable against each other so that there is a resulting 
change in both text and context. 
Yet in order for there to be change there must be action. The 
acknolvledgment of this fact lends merit to the new" historicism' s 
study of a past text and its culture. By seeing literature as part 
of a historical process and as serving a social function, the theory 
7, 
allows an active and vital illumination of text and context. The 
past ,y-orld is vie''led through its text and the text -through its 
world, so that both are seen to be interacting with each other, 
making history and making art. CUlture and society not only 
help to give form to individual literary works but are themselves 
formed by literary ''lorks. "Literature," Wiemann claims, "is 
history, and history is an element of literary structure and 
. . 11 
aesthetlc experlence." 
There is, how-ever, another, darker side to the n~v historicist 
perspective which has only been implicit In my discussion so far. 
The dialectic betw-een the individual and the social is a delicate 
one, and it is not possible to regard the individual as fully 
free from societal norms and institutions. When the individual 
changes and acts upon the social world in unprescribed ways, con-
flictwill inevitably arise. In this respect, the dialectic of 
genesis and impact can also be political, describing a power 
struggle between the affirmative and the subversive elements of 
society. An insight into this aspect of the new historicism 
has been most clearly manifested in the "i'lork of Stephen Greenblatt, 
who has regarded sixteenth-century English literature and society 
in precisely these terms. Indeed, his view of the dialectical 
nature of social change in the early modern period is less than 
conciliatory: 
If we say that there is a new stress on the executive power 
of the will, we must say that there is the most sustained 
and relentless assault upon the will; if we say that there 
is a ne1v social mobility, 11e must say that there is a new 
assertion of power by both family and state to determine all 
movement wi thin society; if w-e say that there is a heightened 
awareness of the existence of alternative modes of social, 
theological and psychological organization, we must say 
8. 
that there is a new dedication to the imposition of 
control upon those modes and ultimately to the de-
. . 12 
structlon of alternatlves. 
Although Greenblatt here leaves room for the individual and sub-
versive element in society, freedom is only partial and the super~ 
structure of society is sustained. The potential to affirm synchrony 
and to accept the loss of the individual are very real possibilities 
for the ne~v historicism. But as long as the dialectic is maintained, 
history as a process will continue, though sometimes at great cost 
to both the individual and the social. Greenblatt acknowledges this 
when, in the same study, he claims that "to abandon the craving for 
~ d . d' 13 rree om ••• lS to le." Both necessity and freedom are functions 
of human history. 
ll. 
The relevance of the new historicism=-to:::_a3stti.s1y=0f~Jvla-nlellts 
poetry rests partly in the relevance of Marvell's poetry to other 
critical approaches. Marvell criticism is an exemplary instance 
of the influence of present concerns on the Renaissance and mid-
seventeenth-century past. Formalism, historicism and structuralism 
have all found something of value in his ~vork: T. S. Eliot saw 
Marvell as representative of a "classic" tradition in English liter-
ary history; Cleanth Brooks and Douglas Bush made explicit the 
polari ty bebveen text and context in their debate over the 'Horatian 
Ode'; and the structuralist emphasis on norms and conventions has 
been more than congenial to critics interested in the relationship 
betw-een _[v1arvell' s individual works E and literary genres, which are 
. . ... 14 
essentlally llterary lnstltutlons. The fundamental elements of 
the dialectic between genesis and impact, the social and the indivi-
dual, have already been laid down. What remains to be done is their 
active engagement \vi th each other through a study of im individual 
9, 
text. 
This lS the overall goal of the follmving reading of "Upon 
Appleton House." Through a nelV hist_oricist methodology, I seek 
to uncover not only contexts which can define the poem but also 
contexts which are inappropriate to the poem's effort to define 
itself and the world it represents. It is immediately apparent 
to any reader of the poem that the use of paradox and irony 
abound in its themes, language and imagery; what is not so ap-
parent, however, is the presence of what Greeenblatt has termed 
"fields of force, places of dissension and shifting interests, 
. " h d db" 15 occaSlons for the Jostllng of ort 0 ox an su verSlve lmpulses." 
By using such words as "orthodox" and "subversive," it is clear 
that I am already acknowledging the presence of norms and estab-
lish~d values in and around the poem. Indeed, as Rosalie Colie 
has brilliantly shown in "IiY Ecchoing Song": Andrelv Marvell and 
the Poetry of criticismI6_-a study which here merits special 
acknolfTledgment--"Upon Appleton House" seems intent on thwarting 
the traditional use of literary genres and topoi (of which there 
are many in the poem). As a point of reference for the present 
study, however, I have chosen to focus on an aspect of Renaissance 
literature which historicists--nelv and old--have never been able 
to resist--rhetoric. As an epedeitic poem, or a poem of praise, 
"Upon Appleton House" can be deemed rhetorical. But rhetoric 
plays a greater role in the poem than as a means for its classifi-
cation. It remains for rhetoric to be defined. 
iii. 
The influence of rhetoric on the nature, form and function of 
Renaissance poe-try has been a widely discussed but unresolved 
10. 
topic. For the literary historians writing ln the face of formal-
ist and romantic vie>;vs of poetry and poets, rhetoric 1vas not only a 
means of defining the systematic principles governing the composi-
tion of Renaissance poetry, but also a means of defining a Renais-
sance poem as historically "Renaissance," In her Elizabethan and 
Metaphysical Imagery, Rosemond Tuve set forth the view that 
rhetoric, as a major component of a didactic theory of poetry ln 
the sixteenth and seventeenth centuries, was responsible for the 
function and value of almost anything from the poem's sound and 
. .. . h 17 lmagery to ltS ldeas and relatlon to trut . Although there is 
no need to discount the great influence of rhetoric on didactic 
poetics, it should be noted that rhetoric had far greater impli-
cations than the justification of a text's form and moral validi-
ty. For Brian Vickers, a more recent critic, rhetoric--specifical-
ly the epedei tic branch concerned "lvi th praising and blaming--1vas 
an integral part of the Renaissance world-view. "Rhetoric," 
Vickers claims, "had aligned itself with philosophy, especially 
with ethics, so that the poet, like the orator, became the 
18 propagator of accepted moral systems." While Tuve did not 
accede to the view that a didactic theory asked poets "to state, 
and make palatable, orthodox moral codes," she nevertheless gave 
. 19 . poetry the power "to change another's mlnd" --a power WhlCh 
could be used subversively as well as affirmatively. 
Rhetoric must therefore be seen as a function of culture it-
self. Its ability to "change another man's mind" is founded not 
upon the affective nature of language, but upon its ability to 
propagate or dissemble normative standards of ethical, social 
and literary behavior. Seen in this light, the close relation-
ship bet\veen epedei tic rhetoric and the hierarchy of literary 
11. 
. . . . b 20 h . of llterary genres lS lnevlta 1e; t e former serves as a medl-
urn for authority and the latter serves as a form of authority. 
This should not, however, be taken to suggest that the poet's 
words are wholly determined by impersonal norms. Rhetoric was 
essentially dialectical, mediating between the individual and the 
social. Stephen Greenb1att observes that rhetoric 
•.. offered men the power to shape their vvor1ds" ca1culate 
the probabilities, and master the contingent, and it 
implied that human character itself could be fashioned, 
with an eye to audience and effect. Rhetoric served 
to theatricalize culture, or rather it was the instrument 
of a society which was already deeply theatrical. 21 
As these statements make clear, there can be no separation 
between a rhetorical text and its cultural context, for both 
are aesthetically as well as socially significant. This dia-
lectical approach to rhetoric does not radically depart from 
previous claims concerning the social function of the poet and 
the ethical nature of poetry in the Renaissance. Yet, by seeing 
literature as both producer and product of its culture and society, 
it emphasizes the dynamic and political role of rhetoric. Aristotle, 
after a11, classed rhetoric among the practical arts, a tool for 
the poet as well as for the statesman in the polis. Rhetoric was 
a means of action, not for the contemplation of truth. 
It shou1d here be noted that the above statement by Greenblatt 
vvas made with reference to sixteenth-century court society, with 
its emphasis on socia1 conventions and courtly "theatricality," 
Although we are here concerned with a mid-seventeenth century 
poem, Greenblatt·s new historicist approach to rhetoric and poetic 
can still apply. The seventeenth century, of course, was a turbu-
lent period in a11 aspects of Eng1ish culture and society, Yet the 
12. 
breakdmm of central authority, w-hether religious, political or 
scientific, ,vas always met with counter-assertions of authority 
and ideology. Simply put, there IVere, in Marvell's lifetime, 
many truths to choose from and many ways to express them. Through 
the epedeitic mode, for example, rhetoric, which practically be-
comes synoymous with the persuasuveness and "truth-content" of 
speech and ,vri ting, could manifest itself in literary genres 
such as panegyrlcs, verse satires, epics, poems on affairs of state, 
and, less directly, in political/religious pamphlets. It should 
also be noted, hOlvever, that the alliance between the "truth" of 
poetry and rhetoric on the one hand, and the "truth" of philosophy, 
science and mathematics was not as stable as critics like Vickers 
and Tuve ,vould believe. 22 Thomas Hobbes, for one, denied the value 
23 of didactic poetry. 
Despi te the onset of the "nelV philosophy," the value of poetry 
continued to be asserted by all ,.;rho attempted to reconcile Plato's 
view of poetry as imitation with his acknowledgment of the function of 
the epedeitic poet in the Republic. This was not peculiar to the 
seventeenth century; Sidney, in his Defence of Poesie, Ivas just as 
concerned with this problem as William D'Avenant in his "Preface" 
to Gondibert (1650). Although the "world-picture" had certainlY 
changed, the means to restore it or to fashion a new one through 
rhetoric and poetry still remained available to the mid-seventeenth 
century. The situation in the mid-seventeenth century was, however, 
especially ironic: on the one hand, individuals were to a large 
extent free to speak and 1,vrite, to fashion themselves and the world; 
on the other hand, individuals, by speaking and ,.;rriting to and about 
others, naturally entered the social and public realms, where 
13. 
. . d' . d . d' . d . 24 questlons of In lVl ual l entlty, functlon an morallty arose. 
Marvell, perhaps more than other mid-seventeenth-century poets, 
was highly conscious of these questions. Unlike Hilton, who em-
ployed the power of his art more directly, Marvell was more hesi-
tant, probing the very foundations of poetry and its function in 
society. In "To His Noble Friend Mr. Lovelace"(1649), Marvell 
acknowledged the abuses to which poetry was being put by the 
"unfashion'd sons" of England. Poetry did not have to be true 
to be powerful: 
That candid Age no other way could tell 
To be ingenious, but by speaking well. 
Who best could prayse, had the greatest prayse, 
'T1vas more esteemed to give, than wear the Bayes: 
Modest ambition studi'id only then, 
To honour not her selfe, but ,vorthy men. 
These vertues now are banished out of Towne, 
Our civil Wars have lost the Civick Crowne. 
He highest builds, 1vho with most Art destroys, 
. . 25 And agalnst others Fame hls olme employs. 
Despite the tone and style of Augustan moral certitude in these 
lines, Marvell is conscious, almost sorro1vfully, of a lost time, 
a lost integrity in individual poets and a lost literary language. 
The problem facing the individual poet, a$ Annabel Patterson points 
out, is "the 'problem of reconciling an ideal of li-terary objectivi-
ty with the writer's responsibility for upholding other· ideals': ~26 
During the civil Wars, this was not easily achieved. The poet 
had to be aware not only of the world around him but also of 
himself and his olm language; he had to fashion himself as w-ell 
as society, This dialectical process can be found in Marvell's 
praise of Thomas Fairfax and his estate in "Upon Appleton House," 
where the true identity and function of both poem and poet are 
explored. 
14. 
History, Action and Identity in "Upon Appleton House" 
l. 
The act of pr:i,asing ideally requires an affirmative stance on 
the object of praise and its worth. While this may seem axiomatic j 
a comparison between the opening lines of "Upon Appleton House" 
and those of its generic model in English, Jonson's "To Penshurst," 
reveals how divergent their rhetorical and, by extension, moral 
positions are. Jonson's poet opens with a direct, familiar address 
to his subject--
Thou art not, Penshurst, built to envious show 
Of touch, or marble; nor cans't boast a row 
Of polished pillars, or a roof of gOld; 
Thou hast no lantern, whereof tales are told, 
Or stair, or courts; but standstt on ancient pile, 
d' h d h . 27 An , t ese grudg t at, art reverenced t e whlle --
and Marvell's poet opens with an ambiguous approach to his listener: 
within this sober Frame expect, 
Work of no Forrain Architect; 
That unto Caves the Quarries drew, 
And Forrests did to Pastures hew; 
Who of his great design in pain 
Did for a Model vault his Brain, 
~fuose Columns should so high be rais'd 
To arch the Brows that on them gaztd. (st.l) 
Although both openings are intent on establishing the value of their 
respective estates through the negation of the qualities which more 
pretentious estates possess, the poet in "Upon Appleton House" lS 
clearly less committed to a direct affirmation of ideals. By 
challenging the reader to "expect," the poet introduces the elements 
of subjectivity and temporality. Indeed, to allow the reader room 
15. 
and -time for affirmation is also to allo'Vy for possible subversion 
and disagreement. No such liberty is permitted in "Penshurst," 
for here the ideal lS prior to its reception through the poem. 
Jonson's poet is "familiar" with his subject, and this tone of 
familiarity necessarily prevents a listenre from making any dis-
claimers concerning either the value of the house or the authori-
ty of the poet. 
While Penshurst lS presented to an audience with a measure of 
certitude and credibility, Nunappleton is presented with hesitancy. 
This hesitancy can be located in the persona of the poet, who shall 
henceforth be knwon as the poet. As Rosalie Colie rightly observes, 
"There is something tentative about the way the poet moves through 
the landscape and through his poem, writing as if he were actually 
living the scenes and experiences that are his subject, as if he 
himself were uncertain about what was to happen next. .•• ,,28 The 
subjectivity allowed to the reader is the poet's own. Yet the 
self of the poet cannot be regarded In isolation from external 
influences, for in the very attempt to praise the poet places 
himself between norms of value and an audience which ostensibly 
needs to be reminded of them. The hesitancy of the poet therefore 
calls into question not only the function of his art and his poetic 
self, but also the fixity of those very norms which are to be 
given form and effect. The certitude of the poet in "Penshurst" 
is derived from the poet's ability to focus on an Ideal form; it 
lS immedialtely apparent that he is concerned with what Penshurst 
lS through the negat.ion of what it is not. The poet at Nunappleton, 
lS not even able to--or does not want to--establish an ideal of 
architectural extravagance. We do not see what the "Forrain Archi-
tect" actually makes, but rather how this architect attempts to 
follow his "great design" and "Model." That Marvell's "Upon 
16, 
Appleton House" departs from its model of the country-house poem 
. . ." .. 29 both s lstlcally and rhetorlcally 1.S I thlnk lmmedlately clear. 
What is even more striJdng, however>, is the emphasis wi-thin the 
poem itself on the process of aesthetic creation and rhetorical 
self-definition. 
It must be asked why the poet chose to begin his epedeitic 
poem with an equivocal rhetorical stance on praising. The expla-
nation which I would like to offer here can be derived from the 
problematic relationship between rhetoric and poetic, action and 
making. Rhetoric, "t;vhich can be characterized as action in and 
through speech, is a skill meant for the public realm--the realm 
of human affairs. The public realm, however, is a problematic 
place for action because it is constituted by a plurality of 
agents. It is therefore possible that one action, one sentence, 
may never fulfill its desired effect. Hannah Arendt remarks that 
"the threefold frustration of action" lies in "the unpredictability 
of its outcome, the irreversibility of the process, and the anonyrn-
. . h 30 lty of ltS aut ors." On the other hand, poetry, or making, which 
can take place in isolation from the public realm--only one needs 
to do the job--allows the maker to remain "master of his doings from 
31 beginning to end." The Renaissance poet~) was asked to both make 
and act, form and persuade, learn and teach. The rationale behind 
this dual function rests ultimately in the social desire to 
substitute making for action, so that the unpredictability of 
actions can be given the same solidity as something fashioned with 
32 a beginning and an end. And since poetry, in the Platonic sense, 
necessarily entailed an observance of Ideal form and value, it was 
a ready means of preventing subversion, change, irrationality and 
ugliness in the realm of human affairs. Epedeitic poetry, a 
17, 
composite of rhetoric and poetic, vas the poetry most concerned 
"vi th placing limits on human actions through fabrication and art. 
To make action is to "theatricalize." 
The poet's hesitancy at the opening of the poem is therefore 
only fitting. As a poet vho intends to praise, he is expected 
to conform to a model of behavior so that the actions he de-
scribes can be normalized. Yet because he maJ~es no prior acknov-
ledgment of an Ideal form, a creative beginning, the poet's intial 
step tovard making takes on the character of an action vhich risks 
any number of possible consequences and reprecussions. In this 
respect, the opening stanza inviting the reader not to expect 
the handiwork of a foreign architect is indicative of an inherent 
paradox in the poet's rhetorical position: it is an attempt to 
control the unpredictability and subjectivity of the actions which 
the poet himself has set in motion. The poet has spoken to the 
reader and must therefore either accept the reader's opinion or 
prove that there is indeed no foreign architect at work in the 
poem. The question set forth In stanza II is evidently rhetorical--
Why should of all things Man unrul'd 
Such unproportion'd dwellings build? (9-10) 
The poet seems certain of the order and proportion inherent in 
the chain of being, closing "vith the epigrammatic statement, "No 
Creature loves an empty space;/ Their Bodies measure out their 
Place"(15-16). The logic of this, hovever, is quickly qualified 
when the poet finds the adumbrations of a previous order in the 
order of Nunappleton: 
But all things are composed here 
Like Nature, orderly and near: 
In ",Thich we the Dimensions find 
Of that more sober Age and Mind, 
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When larger sized Men did stoop 
To enter at a narrow loop; 
As practising, in doors so strait, 
To strain themselves through Heavens Gate. (st.4 ) 
Al though this stanza can be read as an acknO"~Yledgment of the 
humility of the "larger sized Men," it is also a comment on liter-
1\ 
ary as well as architectural forms of making. The "larger sized 
Men"--an allusion to Hercules' visit to the Arcadians in the 
Aeneid--perform actions which are literally unproportional to the 
fashioned space through which they strain themselves. By evoking 
the epic concern with framing the great actions of the past, the 
poet naturally evokes the dialectic between action and making, 
questioning the ability of a poem to confine past actions within 
a finished structure. Jonson's own remarks on the subject can 
appropriately be taken to express the more orthodox, classical 
view: 
Whole wee call that, and perfect, which hath a beginning, 
a mid'st, and an end. So the place of any building may 
be whole and intire for that 1vork, though too little for 
a palace ... Therefore, as in every body, so in every Action, 
there is requir'd a certaine proportionable greatnesse, 
. . 33 nelther too vast nor too mlnute. 
Jonson's emphasis on just proportion essentially aims at a sub-
stitution of making for action. Actions, which are by nature 
unpredictable and irreversible, are to be made predictable, un-
changing and re-enactable. 
The poet at Nunappleton appears to be intent on 'frustrating 
proportion. The abundance of images of deformation, paradox and 
disproportion in the first ten stanzas of the poem is indicative 
of this problematic attempt at reconciling action with making. 
The result of the poet's inability to contain action, as in 
stanza IV, is an exposure of the poem itself to the vicissitudes 
of history.34 Indeed, it is this element of time and change in 
"Upon Appleton House" which disqualifies this poem of pr.jfo)se 
as an "enduring monument" to the Lord Fairfax. The "sober Frame," 
which ca:c1 refer to both house and poem, is "an Inn to entertain/ 
Its Lord a while, but not remain"(71-72), constituting only a 
point in a larger process. Likelfise, the poet· s praise of Nun-
appleton and the Fairfax/Vere pedigree is itself an action, open 
to the sUbjectivity of future observers: 
And surely when the after Age 
Shall hither come in Pilgrimage, 
These sacred Places to adore, 
By Vere and Fairfax trod before, 
Men will dispute how their extent 
Within such dwarfish Confines went: 
And some will smile at this, as well 
As Romulus his Bee-like cell. (st.5) 
The temporary status of Nunappleton need not be regard~ed as 
negative. Fairfax, it may be conjectured, only recently retired 
from the active life, and there may be no need to write him off 
by fr~miling his actions within a poem. The poet, however, also 
offers a more explicit explanation for disproportion, which is 
not exclusive of the other. Fairfax,is blessed with the virtue 
of Humility, and he can accomodate his own greatness to the small-
ness of Appleton House. Yet here the poet manages one of the many 
inversions typical of the whole poem by representing the house as 
accomodating itself to Fairfax: 
Yet thus the laden house does sweat, 
And scarce endures the Naster great: 
But lv-hen he comes the swelling Hall 
Stirs, and the Square grows Spherical. (49-52) 
It lS clear that the poet still has not substituted making for 
20. 
action in his own poem of pralse. Indeed, he has, almost playful-
ly, caused fabrications to become as dynamic and unpredictable as 
~r:; 
actions themselves. :1_, 
ll. 
The presence of action in "Upon Appleton House" results in 
the many incongruities of the poem's thematic organization. As 
a country-house poem, "Upon Appleton House" can be placed along 
with the works of Jonson and the Cavalier poets within a social 
36 mode. The social mode requlres decorum, for it emphasizes the 
structure of human relationships. Action and indivualism, needless 
to say, are not fully possible either in a literary or a social 
37 context. Literature is meant to uphold a social order and the 
poet is meant to speak in ways which others could accept without 
significant change. Action, in the social realm, \cwouldl,'be:.in ao:c~>.= 
sense a freedom from the world. But "Upon Appleton House" is not 
only a country-house poem, a poem concerned with the estate's 
"furniture of friends"(68). Alongside this tradition there is the 
literary background of the meditation poem 'ivith its emphasis on 
, , , , h' d' 'd 38 , the self-sufflclent prlvate llfe of t e In lVl ual. The prlvate 
life naturally holdS the unpredictable character of action in 
disdain; a life of contemplation and making is preferrable to 
either a social or public existence. Marvell's "Garden" makes 
this sentiment explicit: 
society is all but rude, 
To this delicious solitude. (17-18) 
Action, within the private life, 'liould be a surrender of the indi-
dual to the world of human affairs. 
Although both the social and the private literary modes are 
inOlOspi table to action, it is clear that t.hay are also uncomfort-
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able partners wi thin "Upon Appleton House" itself. 39 rrhere is, 
however, no real need to reconcile the irreconciliable; the 
dialectic bebveen the individual and society is what finally 
gives the poem its active, unpredictable structure and its 
thematic emphasis on the historical process. Action lS para-
doxical: without action, the individual cannot truly be an":,,,; 
individual, free from societal norms; with action however, the 
individual makes him or herself known to others and hence vul-
nerable to being acted upon. The poet at Nunappleton can be free 
only to the degree to which he can fashion himself outside of the 
norms which constitute society. He achieves this through the 
act of "improvisation," which Greenblatt defines as "the ability 
both to capitalize on the unforeseen and to transform given 
. . . 40 Th . materlals lnto one's own scenarlO." e presence of an lm-
provisational aesthetic in "Upon Appleton House" has already been 
shown by Rosalie Colie, who specifically concentrates on Marvell's 
original and idiosyncratic use of literary genres and topoi--his 
"poetry of criticism." I would like to approach improvisation 
through the relationship between the poet, the world around him, 
and the world he creates. 
Although the openlng stanzas reveal a somewhat hesitant poet, 
there are points In the poem's development where the poet evinces 
a powerful sense of respo~bility. As the introduction to the 
nun episode attests, the poet is alvare that he guides the reader's 
opinion as well as vision: 
~fuile with slow Eyes we these survey 
And on each pleasant footstep stay, 
We opportunely may relate 
The progress of this Houses Fate. 
A Nunnery first gave it birth. 
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For virgin Buildings oft brought forth~ 
And all that Neighbour-Ruine shows 
The Quarries "Thence thms d,velling rose. (st.9) 
Here, the improvisation of the poet lies in his transformation of 
the landscape and ruins of the abbey into his own redaction of 
of the past history of house and estate. This poetic use of 
history is not of course anything new. For epedeitic poetry, 
especially the encomium, the geneaology of a famous person and 
the comparison of present figures to past figures were often 
integrated into other topics of praise. This is not surprising 
because history, for Renaissance critics, was essentially un-
doubtable, whereas poetry only seemed like the truth. Poets 
therefore turned to history to give their fictions a semblance 
d 'b" 41. h of cre 1 lllty. The poet ln "Upon Appleton House," owever, 
inverts this standard outlook by allowing the "suttle" nun to 
tell her own story. By doing so, the poet, who has already 
undermined the reliability of all the nuns, casts history itself 
as part of a fiction. He creates a situation in which his words 
are set against the words of the nun, actively engaging with each 
other. The reason for this is obvious: the poet is writing in 
an afterage, when most of seventeenth-century England believed that 
the Dissolution was a blessing.
42 
The poet's appropriation of 
history in the nun episode is finally not true but political: his 
art and language, like the "suttle" rhetoric of the nun, are forms 
of power, and can be used to express either affirmative beliefs, 
as in the praise of the Fairfax family and protestant England, or 
subversive beliefs, as ln the element of transparency in the nun's 
othenvise opaque vords. 
The nun episode is remarkable because it reveals the in-
extricable link betveen ·the power of art and language. and the 
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historical process--the changing of the tide, the conflict between 
institutions and institutions, and the conflict between individuah~ 
and society, The order of the nuns fell not because Fairfax, "the 
glad youth," was courageous enough to act, but because the nun 
herself had undermined the structure of Catholic beliefs. The 
codes of the nunnery, as the nun tells Thwaites, were so flexible 
to the individual as to be self-destructive: 
'And, if our Rule seem strictly pend, 
The Rule it self to you shall bend,' (155-56) 
The same dialectic between the individual and the social can be 
found in Fairfax's indecision before storming the gates. His 
personal dilemma of choice--to "respect/Religion, but not Right 
neglect., (225-26)--could be overcome only with the sanction of a 
"lawful Form"(234), a social contract between the individual 
and the Common good, which excluded the possibility of indepen-
dent action. The rescue of Thwaites from the nuns, likewise" 
was the act which would breed a "great Race"(248)--the epic heroes 
. . . . 43 . 
of Brltlan embodled by the Falrfax clan. As eplc heroes, hmv-
ever, they are fated--"long since prophecy'd" (245)--to be what 
-they are, their actions framed in the historical process. 
It is here that the poet's improvisation of the past history 
of house and family dialectically turns upon itself. In praising 
the actions of the individual, the poet had essentially to substi-
tute action for making, providing structures within which the 
individual, no matter ho>;v great, occupies only the foreground: 
the Fairfax family line, the English Cowmon Law and the pull of 
public needs-constitute:~dete~rrrdnin~Fbaekgrounds. The replacement 
of the structure of the abbey with the structure of the fairfax's 
Appleton House is emblematic of the institutionalization which 
24. 
took place after the dissolution. This poses problems for the poet 
who needs to reconcile Fairfax's retirement from the public 1vorld 
in 1651 with the symbolic establishment of the public world by 
Fairfax's ancestor. As the poem itself turns back to the present, 
the poet, in a moment of nostalgia, confirms the separation of 
past traditions from the realities of present history: 
o Thou, that dear and happy Isle 
The Garden of the World ere While, 
Thou Paradise of Four Seas, 
Which Heaven planted us to please, 
But, to exclude the World, did guard 
with watry if not flaming Sword; 
What luckless Apple did we tast, 
To make us Mortal and Thee Wast? (st.41) 
And though Fairfax's retirement is certainly not to be regarded 
as the cause of England's fallen-ness, the poet makes it clear that 
his military might--along with Godts guidance--could have reinstat~ 
ed the order of the past: 
And yet there walks one on the Sod 
Who had it pleased him and God, 
Might once have made our Gardens spring 
Fresh as his own flourishing. (345-48) 
Despi te .. the~unQetlyingresignation~·_in::these:_lines ,the-"ps>et·:: 
can still::.summon.strength to improvise hope from it. The histori-
cal process dramatized in "Upon Appleton House" remains dialectical 
and active. Although Fairfax now lives a private life of self-suf-
ficiency, he is, as the poet paradoxically points out, still unable 
to cease "his warlike studies"(284).44 The presence of the forces 
of determinism in the sections follo1ving the nun and garden epi-
sodes--as indicated by the Old Testament imagery, the implicit 
and explicit pressure of social norms, and the influx of the 
25. 
war-torn world into Nunappleton 45 ~-are in turn. counteracted by 
the presence of freedom, individuality and desultory action. 
iii. 
The fallen and chaotic landscape of Nunappleton is permeated 
with action. Although there is a recognizable temporal develop-
ment from morning(st.37) to evening(st.97), the reader is not 
fully aware of this structure while experiencing it. The poem 
jumps from scene to scene, taking many unexpected turns and twists 
of meaning, image and narration. Nunappleton is no timeless 
Arcadia; it is a world with a plurality of experiences and agents, 
Sir Peter Lely, William D'Avenant, the Levellers and the common 
laborers can all be referred to by the poet as if they actually 
belonged in the same scene. The pluralistic character of the 
landscape scenes is most explicitly evoked by the poet's manipu-
lation of perspectives, whiCh causes small things to seem large 
46 
and large to seem small. The poet describes the vista from 
the edge of an "abyss," 
Where Men like Grasshoppers appear, 
But Grasshoppers are Gyants there. 
Likewise, the cattle on the mown fields 
•.. seem within the polisht Grass 
A Landskip drawen in Looking-Glass~ 
And shrunk in the huge Pasture show 
As spots, so shap'd, on Faces do. 
(371-72) 
Such Fleas, ere they approach the Eye, 
In Multiplying Glasses lye. 
They feed so wide, so slowly move, 
As Constellations do above. (st.58) 
The subjectivity and relativity of one's perception of nature 
are here emphasized by the poet. Unlike those affiliates of 
England's Royal Society such as CO~vley, D' Avenant, Thomas Sprat 
26. 
and others, no epistemological certitude is allowed in "Upon 
Appleton House." In his "To the Royal Society," Abraham Cowley 
set forth the Baconian view that the poet or rhetorician 
... before his sight must place 
The natural and living face; 
The real object must command 
Each judment of his eye, and motion of his hand. 47 
The poet of "Upon Appleton House," through his contorted repre-
sentation of perceived objects, essentially undermines the 
commonality and stability of social interaction advanced by 
others in the mid-seventeenth century. Indeed, it is very 
possible for two observers to disagree on whether grasshoppers 
are the size of men or giants. Perspectives are brought to-
gether In dialectical opposition to each other, resisting the 
fixity of both knowledge and language. 
The denial of nature as a reference point in "Upon Appleton 
House" rests ultimately in the poet's acknowledgment of the 
48 post-Iapsarian alienation of humanity from nature. Nature, 
for fallen humanity, can neither be moral nor certain; human 
beings exist as observers, destroyers and even subjugators of 
nature. In the mower section, the poet explores all these rela-
tionships between the natural world and the human world: he him-
self appears to observe; one mower kills a rail unknowingly; 
another consumes it; and, finally, "the careless victors play,/ 
Dancing the Triumphs of the Hay"(426-27). Within the natural 
world, then, human beings are always In the process of acting 
and worJdng, for society can neither be built nor sustained 
without these activities. In this respect" "Upon Appleton House" 
is more "realistic" than Jonson's "To Penshurst," whose social 
fabric was'more tightly knit through the obvious and ~treme 
27. 
idealization of country 
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scenes llke the self-sacrflclng game. 
Even the couplet describing Fairfax's contemplative and spiritual 
life lS oddly conflated 1<Tith the image of labor: 
For he did, with his utmost skill, 
Ambition weed, but Conscience till. (352-53) 
The poet himself is acting and doing in his subversion of 
objective perception. He is asserting freedom through the act 
of improvisation, playing on the unexpected and transforming the 
world of nature and its human occupants into his own scenario. 
Artifice is flaunted throughout the meadow scene--even though 
"Nature here hath been so free/ As if she said leave this to me" 
(75-76). Anne Berthoff has rightly deemed this section of the 
50 poem a "masque of nature." The mowers are explicitly intro-
duced as players entering onto the poet's stage: 
No scene that turns with Engines strange 
Does oftner then these Meadows change. 
For when the Sun the Grass hath vext, 
The tawny mowers enter next; 
Who seem like Israalites to be, 
Walking on foot through a green Sea. (384-390) 
Yet, as in the nun episode, the present improvisation also dia-
lectically turns upon itself. One of the mowers refers back to 
the poet, Ivho was supposedly behind the scenes: 
... he call'd us Israelites; 
But now, to make his saying true, 
Rails rain for Quails, for Manna Dew. (406-408) 
This self-reflexive exchange dramatizes the paradoxical nature 
of speech as action: by speaking, the poet makes himself knOlill 
as a poet, identifying his function; but, since he is really 
not alone, he will be spoken back to and acted upon, his inde-
pendent actions limited. The mower who speaks, after all, has 
28, 
has been glven a name, Tnestylis, albeit a literary one. To 
be called by name is to be defined as part of a society, 
Freedom and individuality, then, appear to be possible only 
,vhen the poet does not act and does not speak. Meditation and 
contemplation are much more preferable than conversation. Marvell 
himself ackno-~vledged the perils of individual action "through 
language in The Rehearsal Transprostd, The Second Part (1671), a 
polemic published when the social realm was becoming more 
significant to English culture. The passage, with its dialectical 
conflation of active and passive states, is illustrative and inter-
esting enough to quote at length: 
Those that take upon themselves to be Writers, are 
moved to it either by Ambition or Charity: imagining 
that they shall do therein something to make themselves 
famous, or that they can communicate something that may 
be delightful and profitable to mankind. But therefore 
~tiseither wayan envious and dangerous imployment. 
For, how well soever it be intended, the World will 
have some pretence to suspect, that the author hath both 
too good a conceit of his own self-sufficiency, and that 
by undertaking to teach them, he implicitly accuses 
their ignorance. So that not to write at all is much 
h . 51 t e safer course of llfe. 
As these statements make clear, it is inevitable that a speaker 
or writer is acted upon by his audience. And though this pas-
sage was written specifically 1vi thin an: "political" context 
and the mower passage within an "aesthetic" context,_ the fact 
remalns that the dialectic bebveen the individual and the social 
exist in both. 
It is therefore not surprising that, iyhen a II real" flood 
counteracts the poet's "pleasant Acts"(465), the poet abandons 
his responsibility to the world by forfeiting his rol.eas a 
speaker: 
Let others tell the Paradox, 
How Eels now bellow in the Ox; 
How horses at their Tails do kick, 
Turn'd as they hang to Leaches quick. (474-477) 
And, as an If easie Philosopher, II the poet apparent.ly finds free-
dom in the contemplator's state of "speechless wonder.,,52 His 
language is no longer meant for other human beings, but for his 
own mystic perception of Truth, heard and understood by no one 
but the birds: 
Already I begin to call 
In their most learned Original: 
And where I language want, my Signs 
The Bird upon the Bough divines. (569-572) 
Of course, the poet is still using language, and, though he does 
not acknowledge the presence of an audience at all times, he is, 
as Berthoff suggests, still "given to explanation and comment in 
. . . 53 . 
an essentlally publlC manner." The poet has merely Substltuted 
the improvisation of the outer world for the improvisation of 
the self; he sets himself on display, disguised alternately as 
prophe-t, philosopher, prelate and libertine. The poet is still 
an actor, and as such he is vulnerable to being acted upon. 
The poet's apotheosis into "some great Prelate of the Grove"(592); 
is grotesquely subverted by the "caterpillars" which crawl between 
h · t bl tm . h d h' h' 54 1S vege a eves ents, consum1ng t e ress of 1S aut or1ty. 
The climax of the poet's improvisation of the self must certainly 
be his mock-crucifixion, through which freedom is paradoxically 
achieved in total submission and inaction: 
Bind me ye Hoodbines in your 'twines, 
CUrle me about ye Gadding vines, 
And Oh so close your circles lace, 
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That I may never leave this Place: 
But, lest your fetters prove too weak, 
Ere I your Silken Bondage break, 
Do you, 0 Brambles, chain me too, 
And courteous Briars nail me through. (st.77) 
This self-destructiveness rests ultimately In the poet's 
denial of both the world of human affairs and his 01fll essential 
human-ness. The poetts retreat from society cannot be absolute, 
for instead of closing out society he fences it around himself. 
In this p he is like the nun, who paradoxically claimed that 
'These Walls restrain the World without, 
But hedge our Liberty about.' (99-100) 
The wood to which the poet retreats is itself an emblem of the 
Fairfax and Vere marriage: 
The double Wood of ancient Stocks 
Link'd in so thick, an Union locks, 
It like two Pedigrees appears, 
On one hand Fairfax,th'other Veres. (489-92) 
Indeed, the wood is a "Neighbourhood"(499), a social unit, and 
it exerts its force on the individual by limiting his actions. 
Furthermore, the poe-t t s desire for speechlessness finally stems 
not from a philosophical quest, but rather from his attempt to 
become as speechless as Nature itself. The poet, as playful 
libertine, evokes the pre-lapsarian unity of humanity and 
nature through his own anamorphic fusion with nature--
Oh what a Pleasure 'tis to hedge 
My temples here with heavy sedge; 
Abandoning my lazy Side, 
Stretcht as a Bank unto the tide (642-44)--
but Nunappleton, as we have already seen, is a fallen world" 
where human beings must act upon nature as observer, destroyer 
and subjugator. Detached from others, the poet's actions within 
3L 
nature can only turn upon himself, sometimes with grotesque 
55 results. Indeed, the fashioning of nature and the fashioning 
of the human subject are reciprocally related in the poem. 
with the recession of the flood, the landscape itself becomes 
a mirror 
~fuere all things gaze themselves, and doubt 
If they be in it or without. (637-38) 
As the poet's problematic self-improvisation attests, solipsism 
is a very great possibility. Yet nature remains receptive to 
human actions, always ready to adopt another form. 
iVa 
with the entrance of Maria the poet must come to terms with 
the limitations of his own improvisations and acknmvledge the 
social function of his poetry. The poet no longer occupies 
center-stage, and abandons his playful subversion of social 
56 norms. He effaces his u~m irresponsible art as he reassumes 
the posture of an epedeitic poet: 
But now away my Hooks, my Quills 
And Angles, idle Utensils. 
The young Maria walks tonight: 
Hide trifling Youth thy Pleasures slight. 
'~vere shame that such jUdicious Eyes 
Should with such Toyes a Man surprize; 
She that already is the La1"'-
Of all her Sex, her Ages Ar.,v. (st.82) 
Maria, it should be noted, does not herself act upon the natural 
world. Instead, it is the poet who affirms her worthiness 
through his own working of nature: 
See how loose Nature, in respect 
To her, it self doth recollect; 
And everything so wisht and fine 
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starts forth to its Bonne Mine. 
The Sun himself, of Her aware, 
Seems to descend with greater Care; 
And lest she see him go to Bed; 
In blushing Clouds conceals his Head. (st.83) 
Things still .. seem" to be Iyhat they are simply because art itself 
is an aspect of humanity's ability to act upon nature and to 
fashion a social world. Nature, in the above passage, is in a 
sense civilized, putting on a "Bonne Mine," or "good appearance," 
and observing the codes of decorum. The transformation of nature 
as Maria moves through the gardens is also contemporaneous to the 
passage of time. Although there is an aura of stillness to these 
scenes, the representations of nature are never completely fixed, 
suspended like the halcyon bird somewhere "betwixt the Day and 
Night" (670) • 
The potential for change implicit in the imagery surrounding 
Maria's entrance is also present in the poet's rhetorical posi-
tion. Maria is first praised as the source of the estate's 
natural beauty and order (11. 689-94); but, lest lye confuse her 
with nature itself, she is cast as "more Pure, Sweet, Streight, 
and Fair,/ Then Gardens, Woods, Meads, [and] Rivers"(695-96); 
finally, because of her modesty, she is completely removed from 
the order of nature into the order of grace, where a different 
language is employed: 
For She, to higher Beauties rais'd, 
Disdains to be for lesser prais'd. 
She counts her Beauty to converse 
In all the languages as hers; 
Nor yet in those her selfe imployes 
But for the Wisdome, not the Noyse; 
Nor yet that Wisdome would affect 
But as 'tis Heavens Dialect. (st.89) 
33. 
Through the use of the "inexpressibility topos" of epedeitic 
59 . . b d' h' b' . poetry --,,,hlch pralses y ackno\.,rle glng t e lna III t .. y of 
language to signify tru.e worth--even the poet· s own .. lesser 
praise" cannot approach the divine Maria. Yet the apotheosis 
of the young woman should not be taken too seriously. The poet 
cannot leave her in the heavens, for she is, though wise enough, 
still vulnerable to the "feign' d complying Innocence" of umvorthy 
suitors. Maria must therefore remain protected within her own 
"Domestic Heaven"(722) or social bracket. It is clear that 
Maria is to a large extent unfree and inactive, bound by her 
obliga-tions to the Fairfax family, "like a sprig of Mistleto,/ 
On the Fairfacian Oak"(740). She is essentially a socialized 
individual, whose future lies in her marriage to an appropriate 
young suitor: 
Till Fate her worthily translates, 
And find a Fairfax for our Thwaites. (747-48) 
It is, however, also true that without Maria there can be no 
social world --Maria dialectically "personalizes the social. She 
remains to act and to venture out into history, for it is only 
in history itself that the Fairfax family line can be realized. 
Indeed, Maria and her parents are what they themselves do and act: 
they make "their Destiny their choice"(743). The poet therefore 
maintains his distance from Maria because he does not wish to 
SUbstitute Maria's potential to act for a completed fabrication, 
Like her father, she does not really "fit" into the Nunappleton 
world. Maria will set the historical process in motion, and as 
such she cannot only be regarded as a product of her time •. In the 
same manner, the Nunappleton estate is cast as a point in a larger 
historical process: 
'Tis not, what once it vTas, the World; 
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But a rude heap together hrultd; 
All negligently overthrolm, 
Gulfes, Deserts, Precipices, Stone. 
Your lesser tJorld contains the same. 
But in more decent Order tame; 
You Heaven's Center, Nature's Lap. 
And Paradice's only map. (st.96) 
Here we cannot but help think back to the beginning of the poem. 
We see the ruins of history and the effects of action and making 
upon the natural world--the foreign architect·s cavernous quarries 
and hewn forests. The "rude heap," however, consists of the 
materials needed for a new structure; Nunappleton, as "Paradice's 
only Map," does not does not constitute this structure but rather 
serves as a place where it can be located. Indeed, we see now that 
the development of the whole poem has. been a process of defining 
the means by which its Ideal can be found. "Upon Appleton House," 
both in its philosphy e:fart and-~-ph1.ibsophY of history , is~-firially' 
concerned with the process of Becoming rather than the state of 
Being. 
The final stanza, appropriately, seems curiOUSly unfinal. 
Although the poem again calls attention to its actual time frame, 
closing as naturally as nightfall, the reader is nevertheless left 
with a sense of the "amphibiousness" of human existence: 
But now the Salmon-Fishers moist 
Their Leathern Boats begin to hoist; 
And, like Antipodes in Shoes, 
Have shod their Heads in their Canoos. 
How Tortoise like, bub not so slow, 
These rational Amphibii go? 
Let's in: for the dark Hemisphere 
Does now like one of them appear. (st.97) 
Even during the most relaxed of times, when the laborers have 
35. 
completed their day's 1-rork, the 1-rorld itself may be turned upside 
down, assuming a ,vholly different set of lalvs . With his closing 
invitation to the reader to go "in," the poet performs an action 
which finally moves outside of the poem itself. Although it is 
probable that we are being invited into the house, we are never-
theless encouraged to guess, to be ourselves the "rational Amphibii." 
* * * 
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